To observe that Mary Magdalene, in her role as "apostle to the apostles," transcends the limits of human expression is to say nothing new; many versions of the Easter story attest to her transformative role.
The Officium Resurrectionis from Shrewsbury exhibits connections to the long tradition of Visitatio sepulchri ceremonies. Examinations of the Visitatio sepulchri by Helmut de Boor and David Bjork, who concentrate on the texts, and Rankin and Michael Norton, who concentrate on the music, have shown that such plays exhibit patterns of regional development rather than a general process of evolution from simpler to more complex forms. 9 This approach opens the way to a method of analysis that compares the various regional traditions with one another and examines the relationship between their Latin and vernacular passages. One finds then that plays from the German lands and Bohemia preserve Latin lyrics in a similar way to the Shrewsbury texts. Moreover, the English, German, and Bohemian plays also incorporate the same program of vernacular exegeses, which typically involve preaching by Mary Magdalene. This fact broadens Rankin's observation that "despite the profound alterations" that occur in the European Easter drama in general, including the incorporation of new vernacular material, the repertory maintained its basic shape and developed its didactic principles along parallel lines. 10 By focusing on the words, music, and preaching of Mary Magdalene in Easter plays from Shrewsbury, Trier, Fiissen, and Prague, we shall prove that these dramas are related. This connection sheds much light on the musical form and the program of vernacular exegesis that appear in the English drama and demonstrates that the Shrewsbury Officium Resurrectionis is not an isolated English relic. It is instead part of a larger European phenomenon, hitherto unrecognized in medieval religious drama-one that relies on the rhetorical voice of music. This musical rhetoric exhibits a consciously feminized mode of expression that borders on overtly "profeminine" attitudes (to use Alcuin Blamires's term) and even hints at a new language exclusive to women.
598

Mary Magdalene
SOURCES FOR THE SHREWSBURY OFFICIUM RESURRECTIONIS:
THE EASTER STORY
The subject matter of the Shrewsbury Officium Resurrectionis derives from the Gospel of Mark (16.1-8) and concerns the visit of the three Marys-Mary of Jacob, Mary of Solomon, and Mary Magdalene-to the Holy Sepulcher on Easter morning. In this play they are identified as Prima Maria, Secunda Maria, and Tertia Maria. 12 The Officium Resurrectionis includes (presumably) all of the lines for Tertia Maria and for the ensemble of all three women. It also contains fragments of lines for Prima and Secunda Maria, just a word or two in each case, which seem to be cues for the actor playing the part of the Third Mary (Mary Magdalene). The Latin materials in the drama-"Heu! Redemcio Israel" (see the Appendix, below, l.a, l.c, and l.e), "Heu! cur ligno," "lam iam, ecce" (Appendix, 3.a), "O Deus, quis reuoluet nobis lapidem" (Appendix, 3.b-e), and "Surrexit Christus, spes nostra"-come from sources associated with the widely disseminated liturgical Easter ceremonies.
The development of Easter ceremonies to the time of the Shrewsbury Fragments is difficult to trace, in part because of the variant traditions that medieval dramatists could draw upon when composing Easter dramas. For example, the role of Mary Magdalene in a Resurrection play could be construed in a number of ways. Choosing among biblical sources, a dramatist would probably want to decide whether or not to depict Mary Magdalene as the first individual to see the risen Christ, as in John's Gospel, whether or not Christ first greets her disguised as a gardener, and whether or not he appears to the three Marys together or to Mary Magdalene alone and then separately to the other two. Later traditions produce other difficult choices for dramatists. For instance, major consequences to the composition would ensue if the dramatist were to decide to include the three Marys' dialogue with an unguent merchant, which often runs to enormous length and (sometimes comic) complexity in fourteenth-and fifteenth-century Latinvernacular Easter dramas from the German lands and Bohemia. Several contradictory traditions may even appear in the same work. The manuscripts of the Chester cycle, for instance, vary with regard to the inclusion of Mary Magdalene's encounter with Jesus as the gardener (18, lines 421-33; see appendix Id in the Lumiansky and Mills edition). In Towneley 26 she is the crucial bearer of the Resurrection message-even when the previous play of this cycle has implied that the other two Marys would likely reach the apostles with the news first.
Because of its fragmentary state, perhaps, the Shrewsbury Officium Resurrectionis lacks many of the chants that conventionally appear in medieval Easter ceremonies, or Osterfeiern, and in later dramas. The history of the Osterfeiern began in roughly the ninth century with the "Quern quaeritis" dialogue. According to Timothy McGee, it was usually performed as an introductory trope or in a procession before the Introit antiphon for the Easter Mass or in the office of matins on Easter morning between the last responsory and the Te Deum. 13 Over roughly the next three hundred years, this central dialogue between the three Marys and the angel was extended through several new chants, including a dramatic performance of the Easter sequence "Victfmae pascha/i iaudes" and the Te Deum. The results were what Carl Lange calls the Type II and Type III Osterfeiern.
14 Further examinations of the dramatic texts by de Boor and of their musical settings by Rankin and Norton have shown that the medieval repertory of Osterfeiern reflects broad regional organization, with a small number of groups, which, generally speaking, distinguish French melodies from German ones and occasionally ones from Prague. 15 It is difficult to determine, on the basis of music, the regional group to which the Shrewsbury Officium Resurrectionis might belong because the text appears to record only an upper-voice part-not the tenor, which would probably reproduce the melody of the chant.
ANALOGUES FOR THE SHREWSBURY OFFICIUM RESURRECTIONIS:
PLAYS FROM IRELAND AND FRANCE Davis's search among insular texts for dramas similar to the Shrewsbury Fragments led him to a Visitatio sepulchri in a processional book from the Church of St. John the Evangelist in Dublin (Oxford, Bodleian Library, MS Rawlinson Liturg. d.iv). The Dublin Visitatio, a text entirely in Latin, exhibits a structure similar to that of its Shrewsbury counterpart. 16 The Dublin play includes the same passages except for the lyric "Heu! cur ligno" {Officium Resurrectionis, lines 8-11), which (1993) (1994) (1995) (1996) (1997) (1998) appears in no other source of which we are aware. The Dublin text also includes passages that are missing from the Shrewsbury drama: the complete parts for Prima and Secunda Maria, the "Quern quaeritis" dialogue with the angel, and a Latin version of the "Alleluya" that appears in an English paraphrase at lines 30-33 of the Shrewsbury play. But Davis himself admits that some of the texts in the Visitatio occur in many other sources.
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Since 1933, scholars of English religious drama have tended to support the view of Karl Young that the twelfth-and thirteenth-century sources of the Easter plays from France are the most important surviving cognates for the Shrewsbury Resurrection fragment. 18 These Visitatio plays, from Rouen, Tours, Fleury, and Origny, preserve all of the Latin texts that appear in the corresponding play from Shrewsbury except "Heu! cur ligno."
19 However, the elaborations of Scripture that occur in the plays from Tours, Fleury, and Origny far exceed those in the Shrewsbury Officium Resurrectionis, at least insofar as one can tell from the fragments that remain. Of the French works, the play from Origny-St.-Benoit seems to be the one most closely related to the Shrewsbury Resurrection fragment because the Origny drama includes vernacular texts that translate and paraphrase the Latin ones that precede them. Tours and Origny also include passages from what Wilhelm Meyer calls the Zehnsilberspiel, a Latin drama that consists mainly of stanzas in rhymed decasyllabic verse. 20 These lyrics form a secondary, nonscriptural drama that mostly precedes the action one finds in the English play; this secondary work is integral to many of the Continental dramas to which it is connected. In theory, the Zehnsilberspiel includes the lament that the three Marys sing on their way to the tomb, their dialogue with the merchant from whom they purchase unguent in order to anoint the body of Christ, 21 Mary Magdalene's lamentation at the sight of the empty tomb, her dialogue with the risen Christ, and her conversation with the apostles. 22 Walther Lipphardt's musical analysis of several stanzas from the Zehnsilberspiel-"Sed eamus et ad eius properemus tumulum," "Heu nobis internas mentes," and "Cum venissem ungere mortuum"-from sources in the German lands, Bohemia, France, and Italy shows that certain melodic settings of the 24 Chambers sees these two plays as examples of transitional works in the evolution of religious drama from sung Latin Jiturgica) plays to spoken ones in the vernacular. This development is clear in these dramas, he says, because the scribe of the play from Trier used the terms "cantat" and "dicit" in rubrics to distinguish between its musical and spoken parts, also because only Latin texts are set to music in the compositions from Shrewsbury. We shall later refute this interpretation of these sources. We also disagree, like O. B. Hardison and de Boor, with the very notion of evolution in religious drama from simpler to more complex forms. 25 In 34 Dramatic performances of the sequence occur in twenty-two Continental sources: Tours and twenty-one German and Czech Easter plays. 35 Four of these Continental dramas appear with musical notation; of the remaining seventeen, only the Bohmer Osterspiel (Bohmen II.) has no stage directions that clearly indicate that "Surrexit Christus spes nostra" is to be sung. 36 Since the medieval German and Bohemian Easter dramas so closely parallel the form and content of the Shrewsbury Resurrection, their music and stage directions suggest a more musical performance of the English drama. With such evidence in mind, we may then discover what role music might have had in the preaching activities of Mary Magdalene and her companions at the tomb. 14 Young, The Drama of the Medieval Church, 2:518 n. 1; Schuler, Die Musik der Osterfeiern, item 652.
•" Coussemaker, Drames liturgiques, pp. 35-36.
• them taking on Christ's preaching role:
38 the women not only convey to the disciples (a male audience) and to the members of the Easter drama's audience the most significant event in the Savior's story, but they also explain to their audiences at least part of its meaning. Feminist critics in particular have stressed the obvious reversal of the traditional sex roles that is inherent in such activities. For example, the Mary Magdalene of the York cycle says, "And all is for oure goode, / And nothyng for his plight. / Spilte pus is his bloode, / For ilke a synfull wight" (39, lines 122-25). 39 The idea of teaching is also important to the Shrewsbury Officium Resurrectionis. Tertia Maria calls Jesus "Pe best techer in world wide" (line 15), and all three women later declare, "Lettes noght pis lesson be forlorn" (line 42), even though the substance of this "lesson" would seem to be missing from the text as it survives. In contrast, in the sections of the Digby Mary Magdalen that correspond to the Officium Resurrectionis, St. Peter talks about teaching (lines 1046-47); the women do not. In the Bodleian Resurrection in MS e Museo 160, the roles of the male apostles, especially Peter, loom large as compared with their roles in the biblical accounts of the Resurrection and in the earlier Easter plays (lines 267-569). 40 But the kinds of results that such comparisons would ideally lead to have been limited because of the relative neglect by scholars of the Bohemian and German dramas.
MARY MAGDALENE: SINGER OR SPEAKER?
In English drama we have found only two passages that are similar to the climax of the Shrewsbury Officium Resurrectionis, the point when the three Marys declare, "Alleluya schal be oure song" (line 30). In the first passage, from the Bodleian Resurrection, where there is a smattering of macaronic verse (e.g., lines 638-39) that is somewhat similar to the Latin-vernacular interplay of the Shrewsbury texts, "Mawdleyn" enjoins her heart, "Now may thou entone a mery songe" (line 632). The intentions of the Shrewsbury women come over much more strongly. The second example occurs in the York cycle. Mary Magdalene says, "Alle for joie me likes to synge, / Myne herte is gladder panne pe glee" (lines 134-35). In short, only in the Shrewsbury play and in the Bodleian Resurrection (p. 190) do intentions to sing appear in combination with actual song. Only in the Shrewsbury Resurrection fragment and in the Dublin version (entirely in Latin) do the women indicate a desire to sing "alleluya," the quintessential song of ecstatic praise. Such 38 See Brock, Mary Magdalene (above, n. 1), pp. desire has more significance during the Easter liturgy than it otherwise would because "alleluya" is omitted from the service throughout Lent.
In contrast, nearly all of the English plays, 41 while they tend to emphasize the point that the essential Easter message first comes from women, insist that the Marys use only speech to convey this message. In N-Town 36, for instance, Mary Magdalene responds to the angel at the tomb with "As we have herde, so schall we saie" (line 265). When these women (or, in some versions, Mary Magdalene herself) proceed to tell the news of the Resurrection to the male apostles, the English plays usually refer to the women's speaking voices very specifically: "opyn voys and speche expres" (N-Town 36, line 118; see also lines 82, 83, and 151; Chester 18, line 362; Towneley 26, lines 423 and 625-35; and Bodleian Resurrection, lines 661 and 670). Such references may appear in these texts because, typically, the female roles in liturgical dramas were played by men. The liturgy can then represent a kind of blending of male and female roles, which can be connected to "ideally" sexless voices and to Christ's blended nature (both human and divine, for instance) as well. Also, correspondences between the three Marys and priests would be clear if the actors playing the roles of the women carried thuribles in place of the women's vessels for spices and oils. 42 Since critics are almost silent concerning the issue of whether the unnotated passages in the Shrewsbury texts should be spoken or sung, the many references in the corresponding dramas to speaking voices might well nudge a reader's opinion toward speech. However, important evidence in Continental analogues suggests the opposite. Also, there is slight but identifiable evidence in English dramas of women who associate their mourning with both preaching and singing. The beginning of Christ's Burial in Bodleian MS e Museo 160 certainly resembles a sermon. An unidentified character says, "A soule that list to singe of loue / Of Crist [this 'treyte'] . . . may hym teche lightly with-awe / Off the sorow of Mary sumwhat to knawe" (lines 1-5). The play then parallels the Virgin's sorrow to that of Mary Magdalene at the sepulcher (line 8). There are also many connections between preaching, singing, and women's sorrow in the traditions of the medieval lyric, and particularly in lyrics that portray the sorrows of Christ's mother. 43 The Shrewsbury Officium Resurrectionis strongly hints at the act of singing when, at the climax of the play's action, the three Marys announce, "Alleluya schal be oure song" (line 30). Here, rhetoric and song join together in a vernacular exegesis of the Easter story that only becomes clear through a study of the liturgical elements of the Shrewsbury Resurrection fragment and, in particular, those aspects of the liturgy that have cognates in the corresponding German and Bohemian plays. Furthermore, this study shows that the English work may have been even more musical than it at first appears.
THE GERMAN AND BOHEMIAN PLAYS:
MARY MAGDALENE PREACHES A selection of three representative plays from the German lands and Bohemia will suffice for the comparison (see the Appendix). The manuscript copies of the Trierer Osterspiel, 44 the Fiissener Osterspiel, 45 and the Ordo trium personarum from Prague 46 all stem from the same presumed period as the Shrewsbury Fragments (c. 1430). 47 Unlike the English plays that have attracted so much attention from English-speaking scholars, these Latin-vernacular Easter plays exhibit very close parallels to the content of the corresponding Shrewsbury drama: they include the same Latin texts and surround many of them with both Latin and vernacular lyrics that elaborate on the scriptural narrative of the Visitatio sepulchri. The neglect of these obvious parallels is surprising since the elaborations follow a pattern that is common to many medieval Easter dramas from the region and since this pattern is readily observable in a number of formal studies of the medieval German and Czech Easter dramas that have appeared over roughly the last 160 years. glance at the German dramas helps one to understand the corresponding English plays because the German ones give up the history of vernacular elaborations of the Easter story more readily than the English ones, and an understanding of this history should make our suggestions concerning the Shrewsbury Resurrection play seem more probable.
By no later than the first half of the fourteenth century, playwrights working in the German lands and Bohemia began to mingle vernacular lyrics with passages from the "Quern quaeritis" dialogue, Latin chants, and stanzas of the Zehnsilberspiel. The earliest extant examples of this form of bilingual Easter drama in these regions are the Latin-German play known as the Miinchener Hortulanusszene (Munich, Bayerische Staatsbibliothek, Cgm 5249A57) 49 and the Latin-Czech drama known as Mastickdf Musejni (Prague, National Museum). 50 In these plays the vernacular songs of the three Marys do not simply translate the Latin lines with which they are paired but paraphrase and elaborate on them. The German lyrics in the Miinchener Hortulanusszene all appear with musical notation in campo aperto (staffless neumes notated above the text). The stage direction "Planctus ille etiam est cantandus" suggests that these melodies are variations of the one to which the preceding Latin text, "Dolor crescit tremunt precordia," is set. Of course, one cannot prove an actual connection on the basis of the campo aperto neumation, because it offers no indication of pitch, but there is a very distinct similarity between the neumation of the decasyllabic text "Dolor crescit" and of the following German song "We der maere." 51 Apparently, in this early model for the German Easter dramas, vernacular lyrics-both their texts and the music that binds them together-elaborated on, varied, and reinterpreted the Latin that surrounds them, just as we propose for the Shrewsbury play.
In the German plays the emotional point of departure for these elaborations and reinterpretations, which causes a new mode of expression to emerge, is the emotional state of Mary Magdalene. All three Marys sing "Heu! Redemptio Israel" in the Ftissener Osterspiel, though Mary Magdalene alone sings this antiphon in the plays from Trier and Prague. In the Trierer Osterspiel, Tertia Maria (or Tertia Persona) then apparently sings "Dolor crescit" and all of the remaining Mary lines after line 72, and after line 99 in the play from Prague, including the dialogue with the risen Christ and then with the apostles. The emotional tension increases as, in "Heu! Redemptio Israel," Mary Magdalene (or all the Marys in the Fiissener Osterspiel) laments Christ's death. Then the most significant parallel between the Shrewsbury Officium Resurrectionis and the German and Czech plays occurs. The vernacular texts that follow the Latin chant in each of the German and Czech plays are exegetical. In the play from Trier, Mary Magdalene teaches by example, borrowing themes from the "Dolor crescit" chant to reflect on the agony of Jesus and on the seven "dufellen," demons of sin from which he rescued her.
52 She thus reflects on the same moral themes found in the Shrewsbury Fragments (see the Appendix). That is, the Marys, or Mary Magdalene individually, explain to their audiences the crucial message of the Crucifixion: that Christ redeemed people from sin-or "sekenes" (Officium Resurrectionis, line 7)-through his suffering: "Oure hope, oure help, oure hele, is he" (line 39).
MARY MAGDALENE SINGS
The moment of Tertia Maria's exegesis of the Latin text "Heu! Redemptio Israel" is also significant to our argument because evidence in the German and Czech dramas shows that it was usually performed with music. It seems possible, then, that "Heu! Redemptio Israel" in the Shrewsbury play may also have been sung, perhaps to a melody similar to the variant readings preserved in the analogues. All three of the plays from Trier, Fiissen, and Prague contain variant readings of the text and music for this chant (see the Appendix, l.a, l.c, and l.e). The mode-one settings (final on D) that appear in Trier and Prague are similar enough to suggest that they are redactions of the same melody, 53 and the tune in the Fiissener Osterspiel accords with the Trier and Prague analogues in the second half of its line. However, these analogues are not in complete concordance. The direction "cantat rigmatice" that precedes "Heu! Redemptio Israel" in the drama from Trier does not occur with this chant in the other dramas under consideration here. The direction seems to suggest that the performer should sing in a rhythmic style, that is to say, using an accentual manner of declamation for this monody. Also, the fact that the Ordo trium personarum reserves its final cadence for the third line suggests that it transmits a more complete version of the chant than do the German plays. Lipphardt's broad analysis of musical settings for "Heu redempcio nostra" (similar to "Heu! Redemptio Israel") in plays from the German lands, France, and Dublin shows, moreover, that the melody for this chant was quite widely distributed. 54 This musical evidence further supports our idea that the Shrewsbury Resurrection fragment is connected to the plays from the German lands and Bohemia.
The Shrewsbury Officium Resurrectionis does not indicate how the vernacular text "Alias! he pat men wend" (line 4) should be performed. It may have been spoken; but it seems possible that the performer was meant to adopt a musical practice, as one finds in the parallel lyrics in the Trierer Osterspiel, Fussener Osterspiel, and Ordo trium personarum. The melodies to which "Myn leyd dat wysset" and "O we, o we, got Jh[esu]s erzage dich" are set are also in mode one. In fact, they are variations of the "Heu! Redemptio Israel" melody (Appendix, l.b and l.d). The matter is clarified in the play from Prague. Although it does not transmit a melody for the parallel Czech lyric "Awech, mnye hubenyczy" (Alas, wretched me), the direction that precedes it, "eadem nota cantet in vulgari," indicates that the vernacular text was to be sung to the same melody as "Heu! Redemptio Israel" (Appendix, l.f). 55 This musical interpretation of the Latin chant in vernacular verses thus seems to reinforce one's sense of the parallels between the content of these plays.
By making a few more connections between the Shrewsbury Resurrection fragment and Continental dramas, one may construe possibilities for a musical performance of the English text. The musical settings for the messages of grief and redemption in "Myn leyd dat wysset" and hope for Jesus's return in "O we, o we, got Jh(esu)s erzage dich" are slightly more melismatic than the Latin chant that precedes them. The melismas on words such as "trurych" (wretched), "ghestorben" (dies), and the exclamation "O we" (alas) underscore Mary's agony. A formal analysis of the melody in l.b in the Appendix reveals an AAB form, typical of Minnesang and also the Tone sung by late-medieval Meistersinger. The first two lines of the lyric-the two Stollen of the Aufgesang-bear the same initial and cadential formulae. The Abgesang, beginning with the words "Der mych van sewen dufellen," explores the upper range of the mode before descending to the final. The setting of "O we, o we, got Jh(esu)s erzage dich" in the drama from Fiissen follows more closely the contour of its model. The only important distinction in this variation comes at the final cadence (on D), which involves a descent from B-flat instead of A (perhaps an error) and simple repetition of the final D instead of pitch inflection. Considering now the parallel circumstance in the Shrewsbury drama, "Alias! he pat men wend" might have been sung to the same melody as "Heu! Redemptio Israel" or to a varied form of it.
In corresponding fashion, the vernacular text "Alias, pat we suche bale schuld bide" (line 13), which follows the Latin "Heu! cur ligno" in the Shrewsbury Officium Resurrectionis (even though "Heu! cur ligno" does not occur in any of the German or Czech dramas), follows a very similar pattern of exegesis to the one found in several of the German and Czech songs that occur at this point in each of the other dramas: "Owe owe der vyll grymmygen hant" (Trier, line 10); "Jesus, din geit dich bezwungen haut" {Fiissen, line 23); "Poydem skuoro k gyeho hrobu" (Prague, line 60); and "O we, o we, o we, wir a(r)men frawen" (Fiissen, lines 100-101). In these songs, Mary (or the three Marys) pauses in her narrative of the Resurrection, just as Tertia Maria does in "Alias" from the Shrewsbury play, in order to reconsider and reflect on the gruesome details of the crucifixion and the pain that Jesus bore. They also preach about the message of redemption inherent
•" We wish to thank Dr. Hana Vlhova for her assistance with the Czech text in the Ordo trium personarum.
in these events by means of both words and music: the German lyric "O we, o we, o we, wir a(r)men frawen" is through-composed to a mode-one melody (Appendix, 2). This music is appropriate to declamation because it evokes the qualities of a psalm tone through its narrow range and frequent statement and decoration of the reciting pitch on A. Thus, the setting for this German vernacular text suggests further possibilities for a musical performance of "Alias" in the Shrewsbury Resurrection fragment-it may have imitated the sound of a psalm tone.
The vernacular texts that follow this passage in each of these plays offer similar exegeses of the previous Latin. The Shrewsbury text gives no details about the way "He pat pus kyndely vs" (line 26) was to be performed. Directions in the play from Fiissen confirm that Prima Maria sang "Wer hebt vz den stein" (line 39), but the melody is not extant. The direction "ricmum subiungant" for "Ktho nam ten kamen otlozy" (line 67) in the play from Prague indicates that the singers were to "subjoin" the Czech rhythmus to the previous Latin chant; however, since its setting does not survive, it is difficult to say what the method of performance would have been. In other plays belonging to the German repertory, the verb subiungere sometimes refers to a vernacular text that is notated with music. 56 But if either of the vernacular texts here were meant to have been sung to the same melody as "O Deus, quis reuoluet," it would have to have been modified considerably in order to accommodate these texts, which are of varying lengths. Nevertheless, it seems possible that "He pat pus kyndely vs" could have been sung to some varied form of the melody for "O Deus, quis reuoluet," in light of the information we have about the performance of "Heu! Redemptio Israel" and its vernacular counterparts (Appendix, l.a-f).
TERMS FOR SPEAKING AND SINGING IN THE GERMAN AND BOHEMIAN PLAYS
In the Trierer Osterspiel, Mary Magdalene is directed to speak ("dicit") her German rickmus, "Wer wyl vns van dyftem grabe" (line 37). This direction does not occur in the Shrewsbury Offtcium Resurrectionis or its other analogues; nevertheless, it offers important information about musical practices in these plays on the Continent. The verb dicere often appears in directions for lines in German and Czech dramas, but, significantly, the term seems not to refer to conventional speech. To be sure, the direction "dicit rickmum" (or variations of it) frequently precedes vernacular texts in the plays from Trier, Fiissen, and Prague that lack musical settings, but the same direction also refers to Latin chants. The direction for the chant "Quern queritis" (Trier, line 41), for example, is "dicit rickmum." In the repertory of medieval German dramas, the verb dicere appears in the directions for many other Latin chants that come with music. 57 This irregular usage has led scholars to differing conclusions. Karl Dreimuller, Hansjiirgen Linke, and 56 See, for example, the setting of "Tibi, Symon, habeo" (lines 461 Ulrich Mehler generally agree that the direction "dicit rickmum" may have approached the musical quality of recitative of the sort that a typical churchgoer would have heard in the reading of the lessons, Epistle, or Gospel. 58 Wolfgang Suppan proposes that "dicit rickmum" might have sounded like church psalmody."
The "dicit" direction affects one's assessment of the musical character of the Shewsbury liturgical dramas and of other dramas in this sphere that include alternating Latin and vernacular lyrics. Richard Heinzel suggests that, when Middle High German songs under the "dicit" direction alternate with musically notated Latin texts that have the same form as the German, the term "dicit" does not necessarily mean that the German texts are to be spoken. 60 Linke has proposed that, since the term "dicit" often describes the performance of plainchant in the German dramas, one could argue that a musical practice would also be appropriate for German texts that have the same stage direction. 61 The same condition would likely persist for the vernacular texts that do not already have a clear musical direction in the play from Prague, at least when the lines in Czech have the same meter and length as the Latin lines with which they are paired. 62 This point of view contradicts Chambers and others who have recognized works like the Trierer Osterspiel and the Shrewsbury Resurrection play as transitional works from sung Latin to spoken vernacular drama. 63 Indeed, performances of the German and Czech works may have been even more thoroughly musical than their examples of notated music suggest, and so may be their close relative from Shrewsbury, for which much less information about musical practice remains extant. These possibilities suggest that the singers in the Shrewsbury play may have sung the vernacular text melodically or in the style of recitative.
LYRICAL PARALLELS BETWEEN THE ENGLISH PLAY AND THE CONTINENTAL DRAMAS
The closing passages of the Trierer Osterspiel, Fussener Osterspiel, and Ordo trium personarum include a dramatic reading of the sequence "Victimae paschali laudes." The Trier play indicates this fact only in the directions after line 179, while the Fiissen and Prague works transmit the lines of the sequence. This makes it easier to see that the text "Surrexit Christus, spes nostra" in the plays. Although the three dramas from the Continent do not preserve music for these lines, the directions that precede the sequence indicate that the lines were to be sung (see the Appendix). The emotional climax of this series of vernacular lyrics in Shrewsbury occurs with Mary Magdalene's lyric "Crist is rysen" (line 37). Like that passage, "[N]u myrcket alle crystenlude" (Trier, line 156) and "Crist mein trost ist er standen" (Fussen, line 169) are juxtaposed with "Victimae paschali laudes" and elaborate on the spiritual themes expressed in the sequence. General parallels between the lyrics are obvious, as Mary announces the Resurrection of Christ and expresses her desire to disseminate that knowledge in Galilee. Furthermore, these vernacular texts in the plays from Shrewsbury and Trier develop the theme of preaching, which is implied in the sequence itself. As for more specific parallels that might provide clues to the content of the passages missing from the Shrewsbury Officium Resurrectionis, one might note that, though the "lesson" of the story of the Resurrection that Tertia Maria mentions is not clear in the English drama, it is clear in the parallel text from Trier. Here Mary Magdalene pointedly addresses the Christians standing before her: "myrcket alle crystenlude" ("take note, all Christian people"; line 156). Appropriately, the news that she offers is accompanied by phrases that draw attention to the medium of language: "I must tell you that truly" and "I inform you completely." 64 These phrases not only stress the significance of her news but also suggest that the very mode of communication that she is using is under stress and that she must make a heroic effort to make herself both understood and believed. She then preaches extreme emotions that would seem to be almost overwhelming: that the assembly should be overjoyed at her news and set aside all mourning (lines 179-80). But she also admonishes them lest they "forget" the message in the Passion: Jesus paid dearly for their redemption from sin and eternal torment with his agony and rosy red blood (lines 173-76).
MARY MAGDALENE PREACHES AND SINGS
So, once again, the similar programs of literal exegesis in these dramas open the way to musical interpretation. Might one construe a musical performance of "Crist is rysen" on the basis of the practice conveyed in the Continental exempla? Neither of the German texts is set to music, but the direction "dicit rickmum" for the vernacular text in the Trierer Osterspiel suggests, nevertheless, that the performer might have performed it musically-perhaps after the fashion of liturgical recitative or to a modified form of the melody used in the Latin sequence.
In sum, our first substantive conclusion concerning the Shrewsbury Officium Resurrectionis is that a comparison between this work and German and Czech analogues indicates the possible delivery in song by the three Marys of vernacular exegesis of Latin texts at the climax of the English play. Our second substantive conclusion relies on the first: Mary Magdalene's role in the Shrewsbury plays and in medieval drama more generally is strongly intensified by her ability to communicate through music, as we have already suggested by referring to the mount- ing emotional tension of the English, German, and Bohemian Easter dramas. Certain social and cultural movements of the Middle Ages form a background to the intensification of Mary Magdalene's role. The most important of these is the singular and remarkable significance to theologians, dramatists, and their audiences in the Middle Ages (and, hence, to performers and their audiences as well) of Mary herself. Even as early as the late twelfth century, hagiographers emphasized her potential as a role model for women, her capacity to preach, and the delivery of the Easter message as her primary and formative instance of preaching. By the later Middle Ages, she had become an even more important mystic, visionary, and charismatic figure: "a powerful exemplar" for the devotion of laypeople in general and for "medieval holy women in particular."
65 At the very least, then, if the Shrewsbury Fragments turn out to be early examples of their genre, then it would appear that the growing popularity of Mary Magdalene started earlier in England than has been thought.
Another cultural movement that helps to form the background of Mary's role is the increasing use of the vernacular in literary compositions throughout the Middle Ages. Within the continual debate during the medieval period about the role of learning in the life of the individual, women's abilities to read and interpret Scripture and other works were matters of heated controversy, 66 while women were often associated with reading, writing, interpreting, and preaching in the vernacular languages as opposed to the more clerical (and therefore more maleoriented) Latin language. 67 The Shrewsbury Fragments could well participate in this debate and controversy. There are many more English lines in these plays than Latin ones, and the content that is preserved suggests that any viewer who knew only English and not Latin could follow the action of these dramas without difficulty. Such content, with a unique pattern of switching from Latin to English and back again, could be read as a kind of political statement in favor of vernacular exegesis. Lines such as "Right is pat we reherce by raw / E>e materes pat we may on mene" can even be interpreted as statements in support of a vernacular, lay-preaching cause (Officium peregrinorum, lines [24] [25] . Also, the vernacular languages are more likely than Latin to be associated with speech as opposed to written tradition, and there are strong connections between women and speech in many of the Easter plays, including the Shrewsbury examples {Officium peregrinorum, lines 15-17; N-Town 36, lines 2, 87-93, and 151). The promotion of Mary Magdalene as a cultural figure and the widening use of vernacular languages in literary composition relate to yet another cultural movement of the Middle Ages: the "profeminine" movement. 68 A discussion of the Shrewsbury Fragments' possible participation in this movement leads in turn to a discussion of whether Mary Magdalene's new mode of expression can be considered a specifically feminine mode of expression.
MARY MAGDALENE AS A PROFEMININE FIGURE
Any composition that portrays women being made responsible for conveying a "lesson," let alone any work that features a preaching moment for three women, would seem to be promoting an active, even activist, role for women in matters of religion. 69 The German plays would certainly seem to support a profeminine position by presenting Mary Magdalene as such a positive, expressive, and selfconscious figure (Trier, lines 156-80). But the Shrewsbury Officium Resurrectionis's fragmentary state renders any conclusions about how much it advocates these roles speculative. After all, one cannot be sure that the preaching moment takes place in this play. 70 One can nevertheless rehearse the various traditions concerning advocacy of women on view in related English dramas and then offer a guess as to which traditions (if any) the Shrewsbury works most likely support.
Once the various English Easter dramas have noted the fact that the news of the Resurrection is given first and exclusively to women, these plays vary greatly in their treatment of the subsequent events. Some plays depict the passing of this news to the male disciples without any further reference to a special role for women; others expand the roles of the male apostles well beyond the biblical accounts; and still others refer to antifeminist traditions of women as untrustworthy, while seeming to agree with these traditions. 71 For instance, in the Bodleian Resurrection, the men remain doubtful of the Resurrection until they see the evidence of the empty tomb (lines 704-29); in N-Town 36, Peter says to Mary Magdalene, "May I troste to at ze say?" (line 112); and, in the Trierer Osterspiel, 68 Blamires, The Case for Women, p. 171. By using "profeminine" to discuss advocacy of women's preaching and other attitudes to women, Blamires avoids the confusion that a term such as "feminist" causes. 69 Jesus, disguised as a gardener, accuses her of waiting by his tomb for her young lover (lines [84] [85] [86] [87] .
Of course, this well-known tradition of the men not believing the Marys' announcement of the Resurrection holds possibilities for irony, possibilities that Towneley 28 exercises most fully. Peter dismisses with scorn Mary Magdalene's news that she has seen Jesus: "Do way, woman, thou carpys wast! / It is som spirit or els som gast" (lines 7-8). The apostle Paul (appearing anachronistically) suggests that nobody could survive the crucifixion and "wherefor, woman, thou says wrang" (line 17). Peter then commodifies her speech and perhaps links it with Mary's former role as a prostitute when he associates her words with "fare" (line 25). Since both men address Mary pointedly as "woman," they would seem to think that her sex is a reason to doubt her word. 72 But the antifeminist tradition that gives rise to these comments by the men is clearly being satirized here. Paul's appearance at this juncture would seem to occur because of his many writings concerning relations between men and women. 73 In its satire Towneley 28 also makes use of its relationship to other pageants in its cycle. With the Marys' emotions at the crucifixion and burial fresh in the audience members' minds, Paul's accusation in Towneley 28 of women as inclined to hide their true feelings and present a false emotional front would ring hollow (lines 33-34). With his comparison of women to an attractive-looking apple that is rotten at the core (lines 38-43), the play's audience is likely to reconsider the tradition of blaming women for all of men's ills from the act of disobedience (the eating of an apple) in Paradise on down. Paul's comparison is not apt when women know the essential truth and men do not. The ironies directed at men become most heavy-handed when Peter comments acidly that, before bedtime, Mary will be telling a different tale (lines 56-58) and when he attributes his despair, an emotional state that the women have already overcome (lines 65-96), partly to "drede of womans myght" (line 78). He irrationally blames a woman's challenge of him, on the night that Jesus was betrayed, for his decision to deny his Lord (lines [85] [86] . 74 It would be irresponsible to claim that the Shrewsbury Fragments present a similarly profeminine attitude when so much of their content is mere conjecture. However, these plays certainly support the idea of the Easter message as originally "wymmen wordis" (Officium peregrinorum, lines 15-16), and, in the Offtcium Resurrectionis, there are further indications that these plays are not interested in supporting the medieval antifeminist tradition. For instance, the women assume a preaching role of their own volition. Also in the Shrewsbury drama, the three Marys usurp a typically male role within the liturgy. They say, "Alleluya schal be oure song" (line 30) when members of the clergy would usually initiate such praise in a liturgical context. 72 See Blamires, ed., Woman Defamed and Woman Defended, pp. 1, 7-8, 149, 205-9, and 2 6 1 -62, for the many criticisms directed at women that concern intelligence, reason, and speech. 73 This moment of ecstatic praise leads us to our last and most speculative point concerning Mary Magdalene's preaching moment. Viewers of any liturgical drama within the context of church services throughout the year, or viewers of any entire cycle of mystery plays, would recognize that the Easter message means the redefinition of "history" and of many of the other foundational components of traditional discourse, through the evangelism and conversion of virtually the entire Roman Empire and then of the rest of western Europe and beyond. Mary's news is uniquely transformative. This quality of the Easter message might prompt one to wonder, then, whether it includes a fundamental change to language, perhaps even a "break from the dictatorship of patriarchal speech," as Elaine Showalter puts it. 75 After all, this message comes first, directly from God through his angels, exclusively to women (the three Marys or Mary Magdalene individually)-a tradition that the Shrewsbury plays follow and even emphasize. Cleophas, in the Officium peregrinorum, expresses an intention to travel on the road to Emmaus (he and his companion will encounter the risen Christ on the way) and says, "By wymmen wordis wele wit may we / Crist is risen vp in gode aray; / For to oureself pe sothe say [d] he" (lines 15-17). Since many of the Easter dramas, whether German, Czech, French, or English, treat their scriptural sources with remarkable freedom (though the tradition of the first witnesses at the tomb being women would likely be the most influential tradition in the history of liturgical drama, and therefore relatively difficult to alter), the agreement among all medieval dramas on the point that the Resurrection was first communicated in "women's words" is telling.
Furthermore, the English Easter plays in general seem to take pains in order to mark separations between the words of women and men, as if the writers thought that habits of communication were different between the sexes. Such separations also would suggest differing treatment of women's and men's voices on the stage in England, even if all of the roles were taken by men. In the N-Town example, John says, "As women seyd, so haue we fownde" (36, line 151). Mary Magdalene remarks upon her "specyal speche" (line 2). The same play notes the difference in sound between male and female voices. Mary Salome says, "Now lete us all thre fulfylle / E>e angelys wurde and Goddys wylle; / Lett us sey with voys wul shrylle" that Christ has risen (lines 87-93). Significantly, in this same N-Town cycle, Christ first offers the news of his Resurrection directly to his mother, an , 2002) , pp. 300-301. We realize that medieval people would not have viewed language as "patriarchal" in the same way as some people do now. We also realize that feminist criticism has largely moved on from Helene Cixous's proposal that one can arrive at an exclusively feminine language through a sheer act of the will, the literary theory that probably best fits our argument at this stage. action that, despite such radical changes to the scriptural narrative, continues the pattern of the Easter message being first conveyed to a feminine audience (35, lines 129-36). 76 Elsewhere, the cycle seems to contrast the feminine point of view with the masculine. Just after the three Marys arrive at the sepulcher, the aggressively violent soldiers who crucified Jesus attempt to continue the "male version" of events by distorting the truth. Pilate bribes them so that "No talys xul be tolde" of the disappearance of Christ's body from the tomb (35, lines 286, 289, and 303).
This general pattern of separation between male and female voices in these plays suggests that, if the Marys were to keep the news of the Resurrection from the male apostles or tell it only to other women, then an exclusively feminine community and inheritance would be party to the Easter message. 77 Moreover, an exclusively female language is also suggested by Mary Magdalene's tendency to preach in song. If nothing else, her use of the vernacular, and her transformation of a sacred chant into a secular form (the AAB form) in the Fiissener Osterspiel and perhaps in Shrewsbury, marks a break with what has previously happened in the Easter drama and with (male) traditions more generally. Perhaps such a break indicates that the previously dominant modes of expression have been rendered inadequate by the extreme and unprecedented emotions that Mary has to express. In fact, the women at the tomb in the Easter plays often confess that what they are feeling is indescribable (Digby, line 1004; N-Town 37, lines 3 and 78-79; Chester 18, lines 420-33). In some ways, this expression of unprecedented emotions is an inheritance of a new language from the Virgin Mary, whose sorrow at the crucifixion is described in many works as both unprecedented and inherently feminine (N-Town 35, lines 129-32; Bodleian Burial, lines 637 and 662-69). 77 The original Gospel accounts support the possibility of an exclusively female inheritance of the Easter message in several ways: Mark's Gospel probably ended originally at the point where the women tell no one what they have seen at the tomb because they are terrified (16.8). All of the Gospel accounts concur that the original Easter message, from angels or Jesus himself, was given only to women, not to the male apostles: even in John's Gospel, when Peter and John race to the tomb (an event unique to this Gospel), they find only material evidence that Jesus is not there. In Mark (16.11) and Luke (24.11), the male apostles do not believe the women's announcement of the Resurrection. A mirror image of the Virgin's mode of expression occurs when her three namesakes (or Mary Magdalene herself) reveal the news of the Resurrection and thus preach emotions just as profound and unprecedented as the Virgin's sufferingexcept that they preach overwhelming joy instead of sadness. In addition, a use of music as a kind of feminine language fits with several of the ecstatic visions of the thirteenth-century German mystic Mechtild of Hackeborn and with Julia Kristeva's theory of language. Kristeva employs terms from music when she describes the very bases of her theory. 79 Finally, if the "lesson" that the three Marys present to the apostles is anything like the preaching of Mary Magdalene in the Fiissener Osterspiel, certainly something like an exclusively feminine mode of expression through music would be on offer. In the German play, the apostles repeat again and again, "Die nobis, Maria, quid vidisti in via" (Say to us, Mary, what you saw on the way), when they want her to continue the account of her encounter with the risen Christ (lines 139,159, and 165; cf. the Bodleian Resurrection, p. 190). Their phrase, even though it is sung (it is part of the dramatization of "Victimae paschali laudes"), would seem to insist on the spoken word. It would seem to indicate an interest mainly in an account of the events that she experienced ("what you saw") as opposed to any interpretation of them. This phrase thus contrasts with the emotional tone and content, which increase in sophistication as she continues, of her musical exegesis. Her unprecedented emotions give rise to unprecedented expression and intellectual exercise through song, and the identically repeated phrase of the men suggests that they are left behind: excluded from her thoughts, weighed down by ordinary spoken language in the face of her virtuoso, heightened expression.
I he wide distribution of similar programs of vernacular exegesis of Latin compositions concerning Mary Magdalene through both words and music among German, Czech, and English Easter dramas indicates a distinct and important phenomenon, particularly in its treatment of certain modes of expression and in its apparent advocacy of women's spiritual roles. It remains to explain how this phenomenon developed in England at the same time as it did on the Continent. Susan Rankin attributes the rise of separate Latin traditions concerning the Mary Magdalene scene in Easter ceremonies to the rapid growth of the cult of this saint in the eleventh century. 80 We believe that further transmission of this didactic model in later examples of vernacular exegeses was almost certainly due to Franciscan influence. The program of musical and vernacular exegesis that we describe 79 Mechtild, a very accomplished singer and instrumentalist, often communicates directly with God in her visions through music, which is presented as a kind of ideal communication. In one vision, Christ's heart conveys his message to her directly as she puts her ear to his breast and the heart "speaks" to her in rhythms like the beating of a drum. In another vision, a trumpet conveys messages to Mechtild by extending directly from God's body into her heart. See The Booke of Gostlye Grace of Mechtild of Hackeborn, ed. Theresa A. Halligan, Studies and Texts 46 (Toronto, 1979), 2.1, 1.2, and 1.68. Julia Kristeva's definition of the development of mother-child communication relies very much on the use of musical terms, which increase in conceptual complexity as her argument goes on: rhythm, tone, melody. See Kristeva, Desire in Language, ed. Leon S. Roudiez, trans. Thomas Gora, Alice Jardine, and Roudiez (New York, 1980), pp. 133-34. 80 Rankin, "The Mary Magdalene Scene" (above, n. 9), pp. 228-29.
corresponds well with the spiritual program of the Friars Minor, who developed missions with remarkable speed throughout Europe and England, beginning in the thirteenth century. 81 Their influence upon preaching, popular piety, cultural material in general, 82 and religious dramas with music in particular, was strong and pervasive. 83 Moreover, the Franciscans' spiritual programs were often directed at women, as Katherine Jansen notes, 84 and they modeled much of their spirituality on the figure of Mary Magdalene. 85 Of course, a thorough study of these connections must wait for another occasion.
In general, evidence of music and stage directions in the Continental dramas seems to corroborate the perceptions of a few musicologists, such as Richard Rastall, who suggest that all texts in the Shrewsbury Fragments may have been sung. 86 Rastall was unable to prove his supposition with analogues that portray musical readings of the drama. However, the evidence of notated music and stage directions in kindred dramas from the German lands and Bohemia supports his point of view and offers information that sheds new light on the role of music in the Shrewsbury Resurrection play. Recognition of a larger incidence of musical passages than one might expect reveals, moreover, the role of music in the vernacular exegesis and preaching of Mary Magdalene. The Shrewsbury Officium Resurrectionis integrates in its musical form rhetoric, narrative, and authority into a new kind of preaching. Because of Mary's history, her preaching in this drama integrates male and female modes of expression into a highly individual preaching moment. In this musical context, her ecstatic statements also look forward to "an 'other meaning:' always in the process of weaving itself, of embracing itself with words, but also of getting rid of words in order not to become fixed, congealed in them." 
